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At the Mercy of Monsters: Expressionism and Bram Stoker’s Dracula on the Stage 
 
Bram Stoker’s novel, Dracula, is today considered a cornerstone of horror fiction. From its pages 
sprang one of literature’s most enduring creations and today Count Dracula is known the world over as a 
figure of not only the printed word, but the silver screen and beyond. Count Dracula has taken on a life of 
his own; a character so clearly defined in the public consciousness that he is no longer tethered to the 
Gothic genre alone and who has become a figure of both parody and horrific reverence. 
Among Dracula’s many forays into mediums of visual art are several plays all of which seek to 
put Bram Stoker’s characters (if not his entire original story) on the stage and dramatize horror. It is from 
the Expressionistic style of theatre, first born out of pre-World War I tensions in Germany, that what we 
today associate with visual horror was first formed; film scholars suggesting that the horror movie as we 
know it was born out of Expressionistic nightmares like Robert Wiene’s The Cabinet of Dr. Caligari 
(1919) and F.W. Murnau’s Nosferatu (1922). As such, it is difficult to separate Expressionism from 
horror and its characteristics serve as a link between three different versions of Bram Stoker’s Dracula. 
Analyzed herein is Hamilton Deane and John L. Balderston’s revolutionary version from 1927, Liz 
Lochhead’s revisionist take on the vampire from 1985, and Jim Helsinger’s one-man adaptation from 
2010. Despite these plays’ showcasing characteristics, none prove to be as Expressionistic as the original 
novel upon which they are based, and prove that most visual media which represent Stoker’s novel are 
perhaps not as faithful to it as one may first suppose. In order to appraise each of these plays on an 
Expressionistic level, a working definition of the form shall first be calculated as a standard.  
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Perhaps the most defining aspect of Expressionism is its focus. In Form and Idea in Modern 
Theatre, John Gassner goes so far as to call Expressionism, “perhaps the most completely self-centered 
artform ever evolved.” Gassner goes on to say: 
The Expressionistic writer takes the whole human race and the entire cosmos as [his/her/their] 
province but [he/she/they] shows it to us as it is seen through the eyes of one character, invariably 
an alter-ego for [him/her/theirself]…The Expressionist world is crammed into the compass of one 
person’s vision…completely subjective…and becomes deliberately and purposefully distorted. 
This subjective distortion always emerges as protest and rebellion. (117) 
Though Expressionism flourished upon the stage in America in the 1920s, the most commonly 
cited source from which the style blossomed is pre-World War I Germany. 
Of all the playwrights whose work in Europe prior to the First World War can serve as the 
genesis of the Expressionistic movement it is August Strindberg whose 1902 work, The Dream Play, is 
said to have prompted the form on a whole (Styan 27). As can be inferred from its name, The Dream Play 
is set in a dreamlike, fantastical world, its story told with an episodic structure, “the action vaguely 
moving among ruined castle walls…The place obeys only the laws of fantasy, and time refuses to follow 
the clock or the calendar” (27). In the wake of Strindberg’s work, Expressionistic theatre was uniquely 
concentrated in a single locale. As Styan observes, “In one decade from 1912 to 1921, a handful of young 
men in their twenties and thirties set their stamp upon the modern German theatre with all the zest of 
political revolutionaries…The content of these plays…testify to the failure of social values in imperial 
Germany, and tell us a little about the crushing disaster wrought by the world war” (Styan 38-39); works 
which abounded in “Schizophrenic, oedipal, and murder fantasies” (Gassner 118). As such, these plays 
conform with Gassner’s perception of the form as a means for social outcry and opened a venue for artists 
to paint more intimate, bleaker images of society and the weighty toll this world ravaged upon the mind.  
 As so much of Expressionism relies upon perspective, the psychology of character and the 
character’s relationship to the audience are of paramount importance. This was not, however, a trend born 
out of Germany in the first part pf the twentieth century; indeed, William Angus posited in 1933 that the 
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tradition dated back to the English Renaissance when he says of Elizabethan-era writers: “Shakespeare 
and his fellows…have this in common with Expressionistic practitioners that they employ the monologue, 
the soliloquy, and the aside. If the inner experience, the inner secrets, the psychoanalytic…are to be made 
articulate, soliloquy and aside must be used as the only concrete means of direct communication” (483). 
As such, Angus argues that this rhetoric works in much the same manner as the extreme, presentational 
form of Expressionistic theatre which presented a whole world through the lens of a particular individual. 
Soliloquizing of this kind – though instrumental in the relation of a character’s perception of the 
world to the audience – did not become the standard by which characters in Expressionistic drama 
communicated. The dialogue of these plays “was subjected to weird abbreviations and distortions, so that 
it became frequently violent, telegraphic, and enigmatic” (Gassner 121). This form of aberrant 
communication works to complete the untenable mise en scene of Expressionistic plays; more often than 
not to alienating and disorientating effect on both the part of the characters therein and the audience too. 
This disorienting effect of Expressionistic works often manifests itself into portraits of the darker 
regions of the mind; Expressionistic writers taking inspiration from Nietzsche and Freud whose interest in 
humankind was an inherently pessimistic one and focused upon “the abnormal, the pathological, the 
neurotic” (Angus 478). Out of these dark abysses come the realization of nightmare upon the stage; the 
central figure’s perception warped and dark lurid perversions of the world around them. On film, perhaps 
the most notable example of this is Robert Weine’s The Cabinet of Dr. Caligari (1919); the action of 
which “reflects the insane workings of the mind of the protagonist, and the visual aspects of the film are 
correspondingly distorted” (Valgemae 195). This film – often considered by film scholars to be the first 
horror movie ever made according to the traditional definition of the term – predates many of the most 
successful Expressionistic plays of the American stage, and its influence is strongly felt, and even noted 
by their playwrights. Mardi Valgemae postulates that Eugene O’Neill’s The Hairy Ape (1922) was 
directly stylistically influenced by Weine’s film. “It is not at all inconceivable that O’Neill’s description 
of the forecastle and a number of other specific visual images in The Hairy Ape were suggested by the 
German film, which O’Neill saw in 1921, and soon afterwards communicated with a friend his 
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enthusiastic reaction: ‘I saw “Caligari” and it sure opened my eyes to the wonderful possibilities I have 
never dreamed of before’” (195).  
The dark, perversion of the world and its psychological effects are imperative in defining and 
marking Expressionism and shall be instrumental in the application to adaptations of Stoker. Yet, there 
are other qualifiers which can also apply to understanding the style. One such element is the sense of 
forward momentum inherent in Expressionistic stories to which Kurt Müller affixes the monikers “Drama 
of Stations” and “Dream Plays” (a name which is indebted to Strindberg’s aforementioned seminal work 
exploring the Expressionistic form) which he states finds the action of the play “rather than following the 
laws of linear causality, is structured according to the psychological rules of free dream association” 
(126). Just as in a nightmare, the action of Expressionistic plays seldom slows to a halt, perpetually 
moving to the next vignette or scene from which there is seldom an escape. In some respects, this flying 
in the face of narrative norms is indicative of Gassner’s assertion that Expressionism is inherently filled 
with protestations and rebellion. William Angus – who ties much of Expressionistic philosophy to the 
ideology of Frederic Nietzsche – cannot help but point out Nietzsche’s displeasure for Realistic and 
Naturalistic storytelling which he argued did little to truly showcase real life upon the stage and emerged 
not much more than a “mosaic”. Both the form and content of Expressionism by contrast had no allusions 
whatever about its representation of the real world and elected instead to showcase only the totally 
unnatural (Angus 477).  
This idea of moving from one station to the next independent of narrative convention is argued 
further when Styan, listing his six particular characteristics of Expressionistic theatrical drama, writes that 
plays “tended to be disjointed and broken into episodes, incidents, and tableaux, each making a point of 
its own” (Styan 4). Styan also manages to condense much discussion of Expressionism heretofore into his 
six points, three of which shall be particularly instructive in demarcating Expressionistic characteristics to 
serve as a barometer for the adaptations of Stoker’s Dracula. Beyond the plays’ structure, Styan draws 
particularly attention to the plays’ psychologically-tormented characters and foreboding atmosphere 
(“vividly dreamlike and nightmarish”) and settings which defied realistic design (4). 
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It is perhaps somewhat odd, then, that Bram Stoker’s original novel is so firmly rooted in the real 
world. Stoker writes of London, coastal Whitby, and continental Europe, not as a fantasy world of his 
own creation. Yet, Stoker enthuses the real with the imagined; a dreamlike quality to the narrative being 
established from the very start. The novel’s opening chapter finds real estate clerk Jonathan Harker 
musing as he travels to complete a business deal with Count Dracula in the Count’s homeland of 
Transylvania, that “we were leaving the West and entering the East,” a concept which is about as 
untenable as any which is to be found in the Expressionistic oeuvre (Stoker 1).  
It is also imperative that one notes the form in which Stoker elected to tell his story. Dracula is an 
epistolary novel, comprised of letters and diary entries which affords most of the novel’s central 
characters an opportunity to narrate a portion of the tale and speak to its action themselves. In this way, 
the novel not only allows for the perception of one single character to become the focus of each section, 
but the first-person narration (often told as events unfold and without the luxury of hindsight to influence 
perceptions) give the reader a more direct connection with the thoughts, feelings, and fears of each 
individual therein (Finn 6). Nowhere is this clearer than in the extracts from Jonathan Harker’s diary 
which make up the first five chapters of the novel and which relate Harker’s experience as a prisoner 
within the walls of Castle Dracula. Before any of the other characters of Dracula are introduced, Harker 
is the audience surrogate; the man through whose eyes we explore the wilds of Transylvania, a region 
introduced to the reader in Harker’s sleep-deprived state as possessive of a particularly unnatural, moody 
quality. Harker writes: “Soon we were hemmed in with trees, which in places arched right over the 
roadway till we passed as through a tunnel…Though we were in shelter, we could hear the rising wind, 
for it moaned and whistled through the rocks, and the branches of the trees crashed together as we swept 
along” (Stoker 16).  
We follow Harker to Castle Dracula, where he endures a maddening set of circumstances as he 
slowly becomes more and more aware of the true nature of Count Dracula’s behavior. As a result, Harker 
is driven further and further beyond the point of madness (to such an extent that he returns to the narrative 
in the latter half of the book his hair has prematurely greyed as a result of his ordeal), and his continued 
Cardillo  6 
 
diary entries reflect his mental strain. Harker writes: “God preserve my sanity, for to this am I reduced. 
Safety and assurance of safety are things of the past. Whilst I live on here there is but one thing to hope 
for, that I may not go mad, if, indeed, I be not mad already” (Stoker 48). Harker’s terror only increases 
until – after not only narrowly avoiding death at the hands of the vampire women who inhabit the castle, 
but discovering Dracula asleep in a coffin, engorged and bloated from his latest feast of blood – Harker 
determines that dying while attempting to escape the castle will be better than death at the hands of his 
monstrous host. “At least God’s mercy is better than that of those monsters,” Harker writes before the 
novel changes perspective for the first time, “and the precipice is steep and high. At its foot a man may 
sleep, as a man” (Stoker 70).  
Harker’s descent into madness is surely some of the most evocative and inherently 
Expressionistic passages of Stoker’s novel, yet the same nightmarish themes upon which he draws so 
heavily in this first section of the novel are revisited again and again throughout. The character of asylum 
inmate (and later Dracula’s slave), Renfield, revisits the Expressionistic trope of a descent into madness, 
and elsewhere Stoker’s descriptions of the seaside town of Whitby and its haunted past all establish an 
aura of Gothic atmospherics. Contemporary readers may have very well-known of the locals and legends 
which Stoker suggests in these descriptions; Mina, the central female figure of the novel, evoking the 
name of the ruins of Whitby Abbey, (surely one of the most famous ancient structures in England), and 
the stories of a woman in white who is known to wander its grounds (Stoker 83). Against this backdrop, 
Stoker – a clerk at London’s Lyceum Theatre during the years he penned the novel – sets the stage for his 
further horrors.  
However, it is curious to note that these Expressionistic details are often sidelined altogether 
when Dracula is put upon the stage. Though the form and content of Stoker’s novel are Expressionistic in 
the extreme, Dracula plays hardly exemplify the characteristics of the style to the same magnitude. This 
leaves one to question the method of adaptation of playwrights who attempt to put Stoker’s novel on the 
stage, and what was important to them in the writing, a question which shall be addressed during the 
analysis of the three selected plays below. 
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Despite his desperation to see Dracula staged, Bram Stoker would not live to see his novel 
successfully adapted. Yet, the first play which managed to do just that would revolutionize Stoker’s story 
and characters perhaps for all time.  
Hamilton Deane’s Dracula, whose script was submitted to the Lord Chamberlain’s Office in 
1924, became the first major, successful iteration of Bram Stoker’s novel upon the stage and, yet, there is 
little of Stoker’s original left intact in Deane’s adaptation (Skal 2). With so much material removed and 
reconfigured, it is not surprising then that Deane’s Dracula is the least Expressionistic of the plays 
studied herein. That is not to say that there weren’t some touches which the enterprising actor-director 
didn’t attempt to leave untouched. Deane’s original treatment begins with a prologue depicting “the 
courtyard of a vast ruined castle, from whose tall black windows comes no ray of light…from the topmost 
window…leans out the figure of a tall thin man…he slowly emerges and crawls down the castle wall face 
downwards, with his cloak spreading out around him like great wings” (Deane and Balderston 3). This 
nightmarish vignette was drawn straight out of Stoker’s original novel, and would have certainly opened 
the play in bombastic style, however historian David J. Skal notes in his annotations to the script, this 
prologue was never actually performed after Deane discovered that staging it was simply too expensive 
and it was duly excised from all subsequent productions which toured the British Isles (3). 
Deane’s play, though meeting with middling reviews from contemporary English critics, 
warranted enough interest that it was soon brought to Broadway where writer John L. Balderston was 
hired to adapt the script for American audiences which then premiered on Broadway in 1927 (Skal 65). In 
the rewrite, Balderston removed much of Deane’s work – according to Anne-Marie Finn leaving only 
about twenty lines intact though retaining his name as a co-author of the work – and starting from scratch 
(8). In doing so, Balderston only furthered the play from Stoker’s original and its Expressionistic style.  
Finn calls this finished product “a drawing-room melodrama” which mires the action in only a 
handful of locations. “The action moves from between two main settings…the library and the boudoir of 
a single house. Only a limited amount of the action from the novel can therefore be represented” (14). By 
contrast, Stoker’s Dracula is a sweeping, country-hopping adventure in essence showcasing the perpetual 
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forward momentum of Expressionistic storytelling as noted above; the characters from the novel 
encountering one nightmarish scenario after another in a number of differing localities. Deane and 
Balderston kept the action of the play strictly within the walls of one dwelling and within the bounds of 
the proscenium arch. As a result, plot is perpetuated not by action and psychological consequence, but 
through conversational dialogue rendered natural and ordinary by Deane and Balderston. Indeed, one 
need look no further than an early interaction between John Harker (whose hellish trip to Count Dracula 
is entirely removed from the narrative) and Dr. Seaward in describing Dracula’s seemingly benign 
attempt to save the ailing Lucy with a transfusion of blood, to find the contemporary and natural – if not 
somewhat exaggerated – manner of British speech when Harker says: “By Jove, that’s sporting of him. I 
see I’ve misjudged [the man]” (Deane and Balderston 70). Such realistic rhetoric is worlds away from the 
evocative dialogues of Expressionism and to prescribe Expressionistic characteristics onto this work, 
then, becomes a more difficult task. 
That is not to say that the Deane-Balderston script is totally without its Expressionistic touches, 
many of them manifested in the character of the asylum patient, Renfield. A holdover from the novel 
wherein he was used for much the same purpose of exploring the notion of madness, Renfield’s 
vacillations between lucidity and insanity – damned as he is to act as Dracula’s mortal slave – is an ideal 
showcase of Expressionistic thought and language. Promised eternal life by the vampire for his rather 
unwilling aide, Renfield speaks of his own cognitive dissonance early in the play to the character of 
Professor Van Helsing when he says that he wishes to save his own soul. And yet, “And I’m not sure I 
hadn’t rather stay…After all, what is my soul good for? Is not…what I am to receive worth the loss of my 
soul” (Deane and Balderston 76). As Renfield is the only character to act in this manner, he is othered 
from the other characters of the play; even Dracula who is presented as urbane and cultured, and one 
cannot help but suppose that Renfield would have made an ideal, tortured protagonist of a more 
conventionally Expressionistic play of the era.  
The cultural context of Deane and Balderston’s Dracula: The Vampire Play is particularly 
curious as its decidedly few Expressionistic qualities put it at odds with the works which today exemplify 
Cardillo  9 
 
the style. Deane and Balderston’s Dracula postdates works of theatrical German Expressionism by at 
least a decade and in America, Expressionism would remain an enduring part of the theatrical zeitgeist as 
Sophie Treadwell’s Machinal, a pillar of American Expressionism, premiered only one year later in 1928. 
This begs the question: why did Deane and Balderston abandon so much of what made Stoker’s original 
so inherently Expressionistic in their adaptation? In his essay, “Hamilton Deane and John L. Balderston: 
The Men Who ‘Re-Vamped’ Count Dracula” Michael McGlasson explores this question, and suggests 
that Deane – described as a “populist producer” – had the intent to cater to as vast an audience as he 
could, and maintaining Stoker’s meditations on madness, combined with a thoroughly repulsive Count 
Dracula would have mortified his English audiences who “in the 1920s and 1930s were still, for the most 
part, emotionally and intellectually burdened by the canopy of Victorian morality” (24). With an eye on 
turning a profit instead of making a statement, Deane (and by extension) Balderston reshaped Count 
Dracula into a figure of regality and manners; a figure that “to work in the conventions of a drawing-room 
mystery melodrama…needed to be a character one would plausibly ask into one’s drawing room in the 
first place – not a man-beast whose idea of a social call was smashing through a bedroom window, 
unannounced in the form of a slavering wolf” (Skal vii) – a monster that McGlasson, quoting Stanley 
Richards, says, “who walks among us…Where other monsters repel their prey, Dracula’s suave, gallant 
air…exert a hypnotic charm” (24).  
The actor whose eyes exerted such charm when Dracula opened on Broadway in 1927 was Bela 
Lugosi who has become more associated with the part than any other actor and who has continued to 
define the character of Count Dracula – and vampires en masse – ever since. Playwright Liz Lochhead, 
however, worked to challenge that definition and find new meaning in her own adaptation of the novel 
from 1985 coyly entitled, Bram Stoker’s Dracula.  
Of all the texts discussed herein, Liz Lochhead’s is the first which was written and produced well 
after vampires had fully permeated the public consciousness. As such, Lochhead’s play is perhaps the 
most meta-textual of the three; her narrative often working to intentionally wrongfoot the audience at 
every turn. In her essay “Liz Lochhead’s Dracula: Reception and Review,” Verna A. Foster writes, 
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“Lochhead is aware that Dracula arises as much out of our imagination as out of Stoker’s story” and – 
despite the fact that Lochhead has chosen to evoke Stoker’s very name in the title of her play – she breaks 
from the structure of the novel immediately: Whereas Dracula appeared in person mere pages into 
Stoker’s novel, “Lochhead makes us wait for six scenes for Dracula and takes metatheatrical notice of her 
strategy. In the 1989 edition of the play her stage direction for Dracula’s entrance to Jonathan reads, ‘At 
last, arms open in welcome, out of us, out of the auditorium in a sweep, DRACULA himself’” (Foster 87).  
Once Dracula has entered the narrative proper, Lochhead continues to draw attention to how 
conventional her vampire is acting; again, drawing notice to the time-honored traditions of vampire 
stories and, particularly, Dracula adaptations, as Dracula recoils at the sight of Harker’s crucifix, takes 
pleasure in the howling of wolves, and sharing a veritable aside to the audience with his double entendres 
at Harker’s expense when he notes that the solicitor has arrived upon “feast day,” a line evocative of 
similar portents of doom which extend back to Bela Lugosi’s turn as the Count upon the silver screen in 
1931 (87). All of this seems to be Lochhead’s way of grounding her audience in the familiar as so much 
of her play may seem alien to them; especially to one who anticipated a Dracula adaptation which had 
more to do with the novel, but this was never Lochhead’s agenda. “Unlike the novel,” Foster says, 
“Lochhead’s play begins with Mina and Lucy…Thus Lochhead give us a domestic, female way into the 
story via the young women’s concerns about love and sex and their bodies” (87). 
This was always Lochhead’s intention in the writing of Bram Stoker’s Dracula – to parse from a 
well-worn story an entirely new meaning. According to Foster, “Lochhead has said that she wanted to 
retell ‘familiar stories from another angle’ focusing on women as subject rather than object…In 
retelling…Dracula she was especially interested in the repression of inner darkness that leads rational 
people to turn towards monsters” (83). Of the three plays discussed, it is Lochhead’s Dracula which 
makes most explicit the vampire’s role as a liberator of female sexuality, a theme which is visited again 
and again in the script. In one of the play’s most striking vignettes Lochhead writes, “A MAID and 
FLORRIE carry on Mina’s half-finished wedding dress as simultaneously two NURSES and [the 
attendant] DRINKWATER carry bindings and strait-jacket to RENFIELD…MINA gets tape-measured 
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and poked and pinned and, sure enough, RENFIELD gets strait-jacketed” (Lochhead 102). In this scene 
alone, Lochhead’s statement about the repression of femininity in Victorian England is made explicit. 
Lochhead reinforces this notion when – ratcheting up the level of unease from one of the already 
most disturbing scenes in the novel – Dracula forces Mina to drink his blood from a wound in his chest. 
Lochhead quotes Stoker (as she does extensively throughout the play) in her stage directions as Dracula 
holds “MINA’s hands above her head, forces her to his wound, ‘Like a child forcing a kitten’s nose into a 
saucer of milk to compel it to drink’ – Stoker again” making it clear, just as it is in the pages of the novel, 
that the act is representational of sexual assault. As Harker enters aghast at the sight and Dracula attempts 
to flee, “[MINA] grasps at [DRACULA’s] cloak. Very ambiguous. Almost like an embrace, but also to 
detain him” suggests that the act of violation perversely awakened Mina sexually (Lochhead 137).  
All of this is to say that, like Deane and Balderston before her, Lochhead’s intention in staging 
Dracula was not to remain totally faithful to its source; Lochhead electing to explore hidden depths in a 
story which, according to Foster, she found which dared audiences to make a feminist reading of (86). 
That is not to say that there are not Expressionistic touches within the play. The play’s social criticism is 
inherently indicative of Expressionism’s protestations and rebellious attitude; the issues which Lochhead 
addresses being more focused, however, than the form’s stereotypical manner of characters standing on 
chairs and shouting about the world (Styan 1). Elsewhere these characteristics are glimpsed in the play’s 
dreamlike staging where the narrative’s primary locations all share the same stage space. Foster writes, 
“On the play’s single composite set, [Dracula’s] castle shares space with Lucy and Mina’s house and the 
madman Renfield’s cell; in the first production, at least, the ‘shadowy’ outline of the castle remained 
present even in scenes that take place elsewhere” (Foster 86). This manner of staging totally breaks down 
the boundaries of scenes, conceivably allowing one to flow into another. Not only is this indicative of the 
episodes which mark Expressionistic drama, but the constant flow of storylines – one into another – gives 
Lochhead’s play a much greater feeling of motion; as though we are traveling from one dreamscape to the 
next, a hallmark of Expressionistic “Dramas of Stations” as is quoted by Müller above.  
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Lochhead’s use of Stoker’s original words throughout her script, in no small measure, add to 
nightmarish quality of each scene – particularly when she draws from the scenes of Jonathan Harker in 
Castle Dracula – but they do not give insight into the psychological torment of the characters. Though 
some of those cognitive machinations are retained and even staged, they are not of primary concern to 
Lochhead. Harker does not so much doubt his sanity when he is nearly attacked by Dracula’s vampire 
brides, but fears his own desire to them, which further explores the subjects of gender and sex which 
Lochhead finds of paramount importance in her play. An emphasis on the psychological would, however, 
be central to Jim Helsinger’s one-man adaptation entitled Dracula: The Journal of Jonathan Harker.  
In his adaptation of Stoker’s novel, Helsinger retains much of the book’s original prose and 
dialogue to an even greater degree than Liz Lochhead and certainly Deane and Balderston. As a result, 
Helsinger’s script is inherently the most Expressionistic of the three plays studied herein as it draws the 
most heavily from its Expressionistic source. However, beyond the use of Stoker’s original text, the 
conceit of the play being performed by one actor also ensures that several Expressionistic characteristics 
are on full display. For the first time, a play successfully replicates the novel’s epistolary structure as 
Jonathan Harker recounts his diary entries and reads from telegrams, letters, and newspaper accounts just 
as they were presented in the novel. As Harker alone is the conduit by which the audience receives 
information about the narrative and the characters therein, the audience has only one perception of events. 
Nowhere in the three plays is John Gassner’s assertion that Expressionism crams the world into one’s 
person’s compass and distorts it totally subjectively more in evidence than in Helsinger’s play. 
As noted above, the script lifts portions of Stoker’s original prose from the novel verbatim and 
stages the essence of the characters’ psychological torment more completely than any other play studied 
herein. Harker’s ordeal in Castle Dracula is replicated almost totally, including his final line about finding 
solace in death on his terms than at the hands of the vampires, but great emphasis is once again placed on 
Renfield whose opportunity to speak is unprecedented. Again, Helsinger quotes Stoker when the asylum 
inmate is fearful for his life. The scenario was touched upon by Deane and Balderston, but eviscerated in 
the adaptation. Helsinger keeps it intact: “I have to leave…I beg you…I don’t want to hurt [Mina], I don’t 
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want to hurt anyone. It’s not, not for myself…you know not what you do, and may not tell. I implore you 
by all you hold sacred – can’t understand? I am no lunatic, but a sane man fighting for his very soul” (31). 
This short selection of monologue more fully explores the character than any of the previously studied 
iterations of Stoker’s mental patient. 
It is also interesting to note that Helsinger’s play is the only that explores a theme of American 
Expressionism of the 1920s which is the mechanization of life. Müller points to the form’s use “for the 
purpose of social satire…The most famous example…is [Elmer] Rice’s The Adding Machine (1923), a 
satire about the mechanization of human beings in the modern machine civilization” (132). The Adding 
Machine, a tale of a bookkeeper who loses his humanity after years of toiling as a cog in a mechanized 
wheel, is not the only play which explored such notions during the first part of the twentieth century. The 
aforementioned Machinal by Sophie Treadwell analyzed the loss of humanity via mechanization through 
a feminist lens therein and utilized an extensive soundscape of white noise to portray the cacophonous 
society in which her characters lived. Though Helsinger is perhaps not commenting upon the nature of 
machinery in the same manner that Rice and Treadwell did, his script uniquely blurs the line between man 
and machine.  
In his introductory stage directions, Helsinger notes, “It is important for the actor to speak aloud 
all the text…including the addresses and dates, as well as the <stops> and <ends> of the telegrams” (7). 
Additionally, throughout the play, Helsinger employs an extensive soundscape of telegraph machines, 
train whistles, and horses’ hooves, juxtaposing both the old world and a society on the brink of industrial 
change. All this serves a practical purpose – allowing the audience to differentiate pure speech from the 
written words of correspondence – but it actually literalizes the telegraphese of Expressionistic, staccato 
dialogue. Stoker’s Dracula is very much a novel about the war between science and superstition; the 
characters of the novel combating Dracula’s centuries-old evil with every turn-of-the-century tool at their 
disposal, and Helsinger highlights this narrative subtext via the employment of this Expressionistic 
attribute. 
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While the device of showcasing Dracula through the eyes of Jonathan Harker alone does allow 
for the implementation of Expressionist characteristics on a grander scale, and positions Helsinger’s play 
closer to the source material than either the Deane-Balderston or Lochhead plays, the conceit necessities 
that large portions of the book are jettisoned and glossed over, once more adapting Stoker’s original 
incompletely. In essence then, none of the three plays selected prove to be as faithful to their source as 
they may outwardly appear. Each gives credit to Bram Stoker’s novel as the basis for each work, but once 
put on stage, the divide between Stoker’s words and the adaptations thereof become even more apparent. 
This is hardly limited to the world of theatre, however. As noted at the top of this paper, Count Dracula 
has become an enduring image of the public consciousness; much of this picture built upon the sporadic 
film adaptations of Stoker’s novel throughout the second half of the twentieth century. Yet, few of these 
versions have anything to do with the original novel, oftentimes only borrowing names of a few 
characters, perpetuating archetypical images of Count Dracula and his arch nemesis Professor Van 
Helsing locked in mortal combat down through the ages (Hughes 116). Additionally, few of these 
adaptations retain the Expressionistic qualities of the novel and, apart from Murnau’s Nosferatu (1922) 
and Tod Browning’s version from 1931, none of the major screen adaptations of Dracula are quite so 
clearly poured from the Expressionistic mold. 
This notion, however, of a work being classified only with an Expressionistic moniker alone 
appears myopic, an opinion shared by John Gassner. In Directions in Modern Theatre, Gassner writes:  
Expressionism did, of course, differ in degree and in the manner in which it was used in plays and 
stage productions. It could permeate a play entirely, so that everything about it was fantastic and 
expressively distorted…or it could share the play, more or less, with the realistic 
style…Expressionism, moreover, could be either a means towards an end, as when it was 
employed to underscore some plot situation or some character’s state of mind; or it could be an 
end in itself, as when the entire play and the production were intended to exhibit a chaotic or 
nihilistic view of reality. (119)  
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Throughout this paper, it has been argued that no play selected for study is exemplative of a work 
wherein Expressionism is the end in itself – works best defined by Treadwell or Strindberg – however, all 
are reflective of Expressionistic qualities being part and parcel of the larger work. Often focusing on the 
denigration of the human mind – highlighting the torturous experiences of either Jonathan Harker or 
Renfield – these plays do explore the perversion of the human experience. What is more, in staging these 
bleak and nihilistic scenarios, both Liz Lochhead and Jim Helsinger elect to employ Expressionism in the 
total formation of the work; whether it is the use of dreamlike sets, or evocative soundscapes exploring 
hidden themes of the novel, these two plays in particular use Expressionism as a means to an end in the 
telling of their narratives and developing a thoroughly unsettling mood against which their stories unfold. 
Whether one subscribes the belief that Expressionism can be used as a constituent of a larger 
piece without being indicative of the whole or not, it is difficult to refute that Bram Stoker’s Dracula is a 
work of Expressionistic Gothic horror; a novel whose integration into the collective cultural 
consciousness cannot be disputed and a work which proved foundational in the reification of the horror 
genre. As such, to some degree or other, it is no surprise that Expressionistic characteristics can be found 
within dramatic adaptations of Stoker’s novel. These works can be as diverse as a drawing room 
melodrama which confines much of the novel’s action to one location; a work of social critique which 
seeks to turn the novel on its head; and an adaptation which explores the events of the novel through the 
eyes of only one protagonist. Yet, none of these stage adaptations can diminish the Expressionistic power 
of Stoker’s original which still reigns supreme. 
The three plays selected for study herein are but a few of the many stage adaptations of Dracula 
which have been produced, and these adaptations are but a fraction of the plethora of the versions of 
Dracula which have diffused into nearly every form of artistic medium. The differences of all these 
works should be celebrated as they all continue to define the figure of Count Dracula over a century since 
his inception, and the public’s desire for more rivals the vampire’s own unquenchable thirst.  
We have always loved Dracula. And we shall continue to love Dracula as we remain at the mercy 
of monsters.  
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